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C~PrnRI 
INTRODUCTION 
It is the purpose of this study to construct a teaching 
guide for the presentation of the subject, Music Appreciation, 
in a suburban high school. 
Music Appreciation, as a subject in the curriculum of the 
public schools, came into being during the second decade of the 1 
y 
twentieth century and has grown during the past forty years 
to a place of importance in the educational needs of all. 
Many changes have taken place over the past forty years in 
the presentation of this subject. For a long time the course y 
centered around the history of music. Even in the conserva-
tory and college of music, appreciation of music was a lecture 
course combining some history with a knowledge of composers and 
an understanding of musical forms. 
The reasons for this condition is obvious to all who are 
old enough to remember that man had no means of hearing the 
great music of the world except in the concert hall. The crude 
phonograph of the first two decades of the twentieth century 
reproduced only very short selections which were neither the 
!/ pykema, Peter w., and Gehrkens, Karl w., The Teaching and 
Administration of High School Music. Boston: c. c. Birchard and 
Company, 1941, p. 6. y 
- ~-~ p. 276. 
music of the masters nor well recorded. Illustrating at the 
piano was the only practical method of acquainting students in 
the class room with larger musical compositions. 
Electronic Methods of recording music developed during the 
late twenties with the invention and perfection of the vacuum 
tube. This resulted in a revolution in the teaching of music 
appreciation. Now at last a method was at hand to allow the 
student to hear the actual music. 
Ginn and Company pioneered a series of music appreciation 
records for class room teaching to be used along with a text. 
y 
The emphasis shifted from history of music to listening and 
discussing1 a great step in the right direction. This era 
brought its faults 1 however1 as some educators leaned too far 
to the left and substituted recognition of themes for apprecia-
tion. 
The past fifteen years have brought forth a situation where 
every child is born and brought up surrounded by radio, record-
ings1 and television. Music of all kinds, including the works 1 
of every composer, can be heard by anyone without attending a 
single concert. The better community public libraries have 
incorporated loan libraries of music recordings in ever growing! 
numbers. 
In this utopian state 1 the music educator has his greatest 
!J Giddings, Thaddeus P., Earhart1 Will, Baldwin, Ralph L., 
and Newton, Elbridge w., Music Appreciation in the Schoolroom. 
Boston: Ginn and Company, 1926. 
2 
opportunities and also his greatest problems. What are these 
problems? They exist in three large areas. 
One: to overcome suf£iciently the influence of the commer-
cial or juke box variety o£ music by developing an interest and 1 
love for better music. 
Two: to plan his selection of materials and his approach 
to the subject in a manner that will stimulate his students 
toward a continuing desire to listen and to know the contribu-
tions of the World's famous composers. 
Three: to evaluate the results of his efforts. 
3 
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CHAPTER II 
A REVIEW OF THE LITERATURE 
In 1912 the National Education Association had provided for 
a commission on the reorganization of secondary education which 
had apportioned its work to ten sub-co~ttees, one of which 
was a committee on music. In July 1913 the chairman of this 
·y 
committee, Mr. Will Earhart, submitted a preliminary report, 
which contained these statements: 
Failure to bring the graduates of the public schools 
into sympathetic relation with the mature musical intelli-
gence and interests of their various communities is not due 
so much to shortcomings in the work of the grades as it is 
to neglect or sad misdirection of the work in the high 
schools. -
One point should not be overlooked; - the pupil's line 
of approach to music has been, and in public schools must 
be, up to this time, purely that of song. What an unfor-
tunate foundation this is, if not broadened, upon which to 
base an understart.ding of the great instrumental works which ,, 
crown the heights of musical expression. 
-- If we would have an adult public interested in and 
appreciative of the great music of the masters, we must 
have general instruction in advanced phases of musical 
study. This instruction is appropriate and practicable in 
high schools. 
This report then made recommendations of several phases of 
music study. The branches discussed included ensemble singing, 
chorus practice, music appreciation, harmony, counterpoint, 
orchestra ensemble, and credit for applied music. 
Many of the early text books on music appreciation followed 
y Report ·or the Committee on Reorianization of Secondary 
Education. 1918, u. s. Bureau of ducation Bulletin, 35. 
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the pattern of music education of their time, progressing from 
simple songs to the larger vocal forms and then on to instru-
1/ 
mental music. Mason began his first chapter with 
Anyone who wishes to strengthen, refine and develop 
his appreciation of the varied beauties of music will 
naturally begin his study with folksongs. y 
In the same chapter we find 
We may figure the study of music appreciation as a 
sort of climb, laborious but exhilarating, up the mountain 
of art from the simplest and most primitive types like 
folksongs to the most complex and elaborate, such as 
symphonies. 
It is interesting to note that this volume, which was 
adopted by the National Federation of Music Clubs, includes a 
list of recordings and player-piano rolls at the end of each 
chapter. The compositions chosen in each area are from the 
standard musical repertoire and the book contains many examples 
of printed music. 
As to procedure, the philosophy of teaching is expressed 
2.1 by Mason as follows: 
Why do we study music appreciation at all, how may we 
best study it, and what kind of results shall we expect~ 
To take the second question first, it may be pointed 
out that as what we are seeking is the development and 
refinement of individual faculties, in which different 
people differ widely, the only possible method is one of 
individual activity. 
In other words, each student has to listen, compare, 
distinguish, judge, for himself. Mere facts are of little 
avail to him. Information, the accumulation of knowledge, 
must here give place to education, the leading out or 
developing of faculties. 
!/ Mason, Daniel Gregory, From Song to Symphony. Boston: Oliver 
Ditaon Company, 1924, p. 1. 
~ Ibid., pp. 3, 4. 
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Suppose 1 for example 1 you wish to appreciate two 
marches, one by Sousa, the other by Beethoven. You listen 
to them intently 1 you hear them several times, you examine 
the impression they make on you, and then you report that 
while Sousa's seems more catchy, and easier to grasp at 
first, Beethoven's seems to have a more varied beaut~ that 
you do not exhaust in many hearings 1 and reaches altogether 
to a profounder level in your heart. Then, and only then, 
have you listened actively with your ears 1 your heart, and 
your mind, d1stinguishing 1 discriminating, analyzing for 
yourself; then only have you appreciated. 
11 Erb also followed much the same pattern and arranged the 
I 
presentations in his text in this order: Folk Songs, Art Songs, 
the Pianoforte, Stringed Instruments, the Organ, Chamber-Music, 
the Symphony Orchestra, Oratorio, and Opera. 
~ He prefaced his volume: 
The study of Music Appreciation is still in its 
infancy. Neither its materials nor its methods have as yet , 
progressed beyond the experimental stage. In the main 
there has been only partial agreement as to . what should be 
included within the scope of the term, or how the best 
results might be attained. 
The method employed in the present volume has grad-
ually taken shape as, on the whole, the most satisfactory 
for presenting the subject to the music-student and the 
music-lover whose ambitions are not professional. 
Erb describes music appreciation and cites the need for y 
interest, cooperation, and enjoyment. 
The appreciation of music is a matter purely of educa-
tion based- upon familiarity with good music. But this 
fSmiliaritywill come about only by enlisting the interest 
and cooperation of the listener. The first will depend 
largely upon the -selection of material and the manner of 
its presentation; the second will -almost inevitably follow 
if interest has once been aroused. 
1/ Il!rb, J. Lawrence 1 Music Appreciation for the Student. New 
York: G. Schirmer, Inc., 1926. 
g/ Ibid., p. (iii). 
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Much of the overemphasis upon the analysis of form in 
the study of musical appreciation in the past has defeated 
the object sought. More important even than making musical · 
compositions understood, is making them enjoyed; and if 
either of these important aspects must be sacrificed let it · 
not be enjoyment, with its consequent exaltation and inspir-
ation. · 
Erb also notes the importance of selection and guidance. 
y ' 
Healthy growth demands selection. To promote growth 
of the soul or spirit of man it cannot appropriate every-
thing that is offered at its gateways. There must be 
selection, hence the necessity for intelligent guidance. 
To justify his own selections Erb states: ?d 
Not even the musician can hope foran intimate ac-
quaintance with more than a small part of the whole 1 so the 
amateur and student are naturally much more limited. It 
has been the endeavor to present in this volume attractive 
examples from among the best works in each realm, usually 
including those commonly rated as masterpieces. 
Davison at this same period, wrote very critically about 
the philosophy in America toward music education. He answers 
the questions, "What is wrong with it?" and "What shall we do 
about it?" in a very forceful manner. Concerning music appre-
Y 
elation in the high school Davison says: 
The study of music appreciation in the high school 
should begin at the beginning and be satisfied to cover 
comparatively little ground. Such a course would start 
with the folk song and end well before modern times. 
He continues in a constructive vein, to list three requi-
Y 
sites for a course of this type. 
17 Op. cit.~ p. 5. g( Op. cit., p. xiv. 
y Davison, Archibald T., Music Education in America. New York: 
Harper and Brothers, 1926 1 p. 83. 
~ Op. cit., PP• 831 84. 
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First, the teacher must be a reasonably well-educated 
musician, possessing a knowledge of the subject far more 
extensive than that required by his immediate work, and an 
acquaintance with other branches of education such as would 
enable him to draw parallels between music and other fields , 
of learning. 
Second, he should have a highly cultivated taste and 
a faith in the capacity of youth to perceive and enjoy 
beauty, without the aid of sensational devices which are 
calculated to enhance interest, but which, in reality, 
distract attention from the music itself. 
And last, the illustrations should offer as nearly as 
possible a true presentation of the work under discussion. 
Davison continues to explain in great detail why the re-
corded music reproduced on the "graphophone" is inadequate, 
all of which was true in 1926. Davison's criticism of devices 
. . y 
to enhance interest, refer to the practice of 
teaching that all music is "about something~" that 
there is a meaning hidden in it, which must be discovered 
before the music may be fully enjoyed. 
Davison correctly criticises the music memory contests 
which were in vogue at the time. He also makes some sound 
:v 
statements about music appreciation. 
Merely to listen to music, like children, to let it 
play pleasantly or disagreeably upon one's emotions, is to 
be an unintelligent listener and to mise the greater part 
of a possible enjoyment. In the high school a course in 11 
appreciation should include instruction in the simpler 
1 forms; some treatment of the structure of the music; illus-
trations of the sound of the various orchestral instruments;· 
and an historical and aesthetic comparison of styles. At 
no time, however, should these details interfere with the 
hearing of the music, for this is, above all things, 
important. Moreover, all explanations should come after 
the class is thoroughly acquainted with the work as a 
whole, having .heard it played a number of times. With such 
a preparation there is no danger that the quality of the 
composition as a work of art .will be destroyed • 
. !J Op. cit •, p. 86. 
~ Op. cit., p. 89. 
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Davison also suggests ideas ror evaluation in reference to 
. y 
a college entrance examination. 
The larger part . of an entrance examination in the 
appreciation of music should concern itself with the actual 
music; with the ability to comment intelligently and dis-
criminatingly upon compositions not previously heard, 
identifying their form, naming their composers or the 
period in which they were written, and noting any technical 
or stylistic details of importance. 
Probably the first organized course and method for teaching 
. y 
Music Appreciation with recordings was published in 1926. It 
comprised a series of fifty-four records with a text or teacher's 
manual. The recordings were made by members of the New York 
Philharmonic Orchestra under the direction of Henry Hadley. At 
that time the quality of the recordings was outstanding. The 
accompanying teacher's manual included definite detailed lesson 
plans ror each record. 
This course was designed for the Elementary School. Its 
value for the teacher in the High School was the method employed 
for presenting listening activities. 
~ Giddings, Earhart, and Baldwin state that 
The children should hear much music for the sole pur-
pose of learning to listen. Some of the things to which 
attention may be specifically directed are rhythmic activ• 
ity, melodic line1 harmonic interest, recurrence of themes 
or motives, tone quality of voices or instruments separatel~ 
or in combination. · 
At first the attention should be directed to only one 
thing at a time. As the ears grow more and more accustomed 
!/ Op. cit., p. 101. 
2/ Giddings, Thaddeus P., Earhart, Will, and Baldwin, Ralph L •• 
Music Appreciation in the Schoolroom. Boston: Ginn and Company, 
1926. . 
~ Op. cit., P• 31. 
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to listening, the sense of hearing gradually becomes the 
avenue through which the child is made conscious of the 
synthesis of rhythm and tone as a whole. Then he as grad-
ually passes from the phase of consciously directed atten-
tion to the stage of automatic active attention~ Here 
music becomes for him a pulsing thing of beauty. "Admir-
ation" may then lead to "Appreciation" in so far as the 
child is capable of the true aesthetic response. 
Walter Damrosch possibly did more than any other one person 
11 
to mold the musical taste of Americans. One of his greatest 
services was his interpretation of music for children. He gave 
the first Young People~s concert with the New York Symphony 
Orchestra at Carnegie Hall in 1891, but in 1927 he transferred 
those concerts to the radio and hie "Music Appreciation Hour" 
was broadcast weekly during the school year for at least four-
teen years. 
?:I Wilson said that 
Many high school,s, especially in rural districts, will 
find great stimulation in using the programs of music appre-
ciation that are now available on the air. 
The National Broadcasting Company in collaboration with 
Damrosch and an advisory board, published an inexpensive teach-
er's guide and a series of student's workbooks to go with the y . 
concerts each season. Abbott, who prepared these publications 
stated: 
if Burk, nassie, Meierhoffer, Virginia, and Phillips, Claude A., 
America's Musical Heritage. New York: Laidlow Brothers, 1924, 
pp. 308-309. 
2/ Wilson, Harry Robert, Music in the High School. New York: 
Silver Burdett Company, 1941, P• 239. 
y Abbott, Lawrence, Teacher's Guide for the N.B.C. Music Appre~ 
elation Hour. New York: Columbia University Press, 1941, 
pp. 6., 7. 
:10 
The purpose of these concerts is to supplement rather 
than supplant local instruction in the appreciation of 
music by presenting through the medium of broadcasting a 
type of program not otherwise available in the average 
school. 
In order to promote listener activity, particularly in 
the form of follow up work, student's notebooks have been 
published which will be found to be of value to pupils and 1 
teachers alike. The workbooks include descriptive notes on 
all compositions as well as musical illustrations, pictures, 
and teats. 
The teacher's guide included detailed instructions under 
the heading "Suggestions to Teachers", prepared by Dr. Will 
Earhart. Any teacher of music appreciation in the high school 
who would like a condensed version of how to proceed could 
profit by reading and following the "General Preparation". 11 
Under the heading "Specific Preparation" for each individual y 
composition, Earhart advised 
Let the music become familiar, through frequent hear-
ing, not only in formal music lessons but even more in 
incidental ways. Phonograph recordings of all the music 
should be at hand and be played whenever ears may hear; 
the school orchestra may be able to play much of the music; 
individual students who play piano and other instruments 
may, separately and in ensembles, perform some of it; stu-
dents may be encouraged to attend programs in which some or 1 the compositions listed may be heard; or they may be en-
couraged to buy phonograph records of their own, for home 
and perhaps for school use. 
Instruction should include: 
1~ Title and composer. 
2. Classification of the music according to the distinc- , 
tiona set up for the purpose in the general preparation. 
3~ Anything that has struck the attention of students. , 
4~ Elements of strength, factors of style. 
5. Any special circumstances that attended the composition I' 
of the music and/or its first performance. - 1 6. Something of the composer as a man: his time, place., 
position, friends, habits, disposition, tastes. 
7. Something of the composer as a composer: media for 
which he wrote; orchestra in his day; what he did in 
particular that other composers did not do. 
1/ Ibid., pp. 10-12. g/ Ibid., pp. 12-13. 
During the ·years when Damrosch was on the air, the country 
experienced a severe depression. People listened to radio but 
did not invest in pianos. Private music instruction was a 
luxury and therefore was cUrtailed. Music education suffered 
in some areas. However, forward looking individuals saw that 
shorter hours of work meant longer ·hours of leisure. It was 
also observed that the nation's economy would probably adjust 
itself to a permanent situation based on a short work week. 
Education for leisure time became important and with it a 
realization that enjoyment of music should be more universal. 
Leaders in education questioned the meaning of music and 
why so large a segment of our population found great music 
lacking in appeal. y 
Pratt, approaching the problem of meaning from the view-
point of a psychologist states: 
The mind is ever alert to resemblances and differences, 
either vague or clear, which a given object shows to other I 
objects. 
In the feverish debates by critics and musicians over 
the meaning of music, it is often far from clear just what 
the issue is supposed to be. ---- Meaning is the product of 
supplementary associations and suggestions. ---- A given 
musical experience may be accepted as incomparably wonder-
ful in its own right~ It may afford the listener the most 
exquisite satisfaction and pleasure. But whether it has a . 
meaning or not depends upon the listener, not upon the 
music. The musician is therefore right when he insists 
that no musical form can give rise to the same meaning in 
different listeners. 
i/ Pratt, Carroll c., The Meaning of Music. New York: McGraw-
~ill Book Company, 1931 1 p. 9 1 and pp. 212-214. 
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Mursell discusses the appeal of music and the reaction of 
the listener. 
Listening to music is essentially a selective response 
in which certain elements in the total complex of the musi-
cal experience become controling while others are subordin-
ated. It is a basic error to suppose that we ever have a 
response to all aspects of the music, or that it -is always 
and for all persons substantially the same thing. On the 
contrary there are many types of listening. Music may be 
apprehended and enjoyed with respect to any one of the many 
elements which together make up the complete musical ex- · 
perience. Different individuals tend to be controlled by 
different elements, and the same individual will be con-
trolled by different elements in the musical complex at 
different times. 
The most important single extrinsic factor in listen-
ing is the general mood or affective set of the listener. 
It has been suggested that listeners may be classified , 
as intellectual, emotional, and motor, in type. The first 
derive pleasure chiefly from noticing the structural ele-
ments, large and small, of the music; the second are taken 
up largely with their emotional responses; and the third 
with such motor · responses as beating time to the rhythm, 
inwardly singing the melody, etc. Ordinarily an individual 
will set up responses of many types, depending upon external 
circumstances, inner conditions, and also the kind and 
familiarity of the music to which he is attending. So it 
is more instructive to investigate types of listening rather 
than types of listeners. 
During this decade educators recognized the problems and 
attempted to improve their results in a number of ways. Stress 
was laid upon creating better listening habits, relating music 
to life, and intergrating music with other areas of study. 
~ . 
Kinscella said 
I 
., 
The first problems to solve in learning to appreciate 
and understand music are to establish definite listening 
habits, and then to learn to hear the dominant musical ideas 
of the work as a whole. 
y Mursell, James Lei The Psychology of Music . .. New York: W. W. 
Norton and Company, 1937, pp. 201-218. 
2/ Kinscella, Hazel Gertrude, Music and -Romance. Camden, New 
Yersey: R.C.A. Victor Company, 1930, pp. 9-~o. 
:13 
It has been the aim, in preparing these lessons, to 
relate music and its appreciation to life itself, and to 
set it to work as a training in wholesome use of leisure 
hours. 
Detailed suggestions for intensive study and listening 
are made a ~art of eaoh chapter. 
This book contained probably the best and most complete 
listing of available recordings for musical illustrations of 
any published at that time. y 
Copland writes 
If you want to understand music better, you can do 
nothing more important than listen to it. 
No composer believes that there are any short cuts to 
the better appreciation of music. The only thing that one 
can do for the listener is to point out what actually exists1 
in the music itself and reasonably to explain the wherefore 
and the why of the matter. The listener must do the rest. 
Copland explains in detail how to listen. His book follows 
the elements of music in this order; rhythm, melody, harmony, 
tone, and form. 
Other authors of text books during the thirties were in-
clined to follow this same general pattern. However, some 
condensed the musical concepts and proceeded to discuss the 
composers and their contributions to music in a more or less 
chronological order, relating their styles of compositions to 
the era in which they lived. This format was used by Bern-
I y 
stein who prefaced his book as follows: 
In the preparation of this volume the author has had 
but one objective in mind; the presentation of such inform-
ation as will make for intelligent listening to the music 
1} Copland, Aaron, What to Listen for in Music. 
McGraw-Hill Book Company, 1939, p. 3, e. 
New York: 
g/ Bernstein, Martin, An Introduction to Music. New York: 
Prentice-Hall, Inc., 1937, p. v. 
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that is heard today in the concert hall, in the opera house, 
and through modern instruments of transmission and repro-
duction. This book is consequently neither a history of 
music nor a technical manual. 
Much space has beeri devoted to discussions of repre-
sentative works with the hope that they will be read in 
conjunction with actual hearing of the music. Thematic 
quotations froni an unfamiliar composition have little value; 
it is only when the reader has had the experience of listen-
ing to the work from which they have been extracted that 
they can be of aid in the recognition of formal outlines. 
No one will deny that the movement for integration within 
the curriculum had a value. In the field of music, this value 
was found to be greatest in the elementary school. 
!I The report of the Eight-Year Study shows very little 
II 
; opportunity for music appreciation to be included in any for.m of 1 f:/ - :, 
Core Curriculum. Pitts undoubtedly helped the music educator · 
, considerably, however, in this area of integration when she 
I stated: 
We wish to develop more discriminating and more intell-
1 igent consumers of music; but above all we expect music 
appreciation to -carry over into, life appreciation. To be 
familiar with good music and a kriowledge of how it came to 
be, is to penetrate the heart of humanity. ---- Music was 
an emotional outlet which enriched the spirit and added 
significance to the events of life. So it does in the world l 
of today. 
Another contribution of considerable merit is a four-year 
·· y 
course in Music Appreciation which appeared in 1940. This 
I 
course consists of two teacher• s books, four books for students, 11 
if Giles, H. H., McCutcheon, s. P., and Zechiel, A. N., Explor-
Tng the Curriculum. New York: Harper and Brothers, 1942. 
f:/ Pitts, Lilla Belle, Music Intesration in the Junior High 
School. Boston: c. c. Birchard and Com~any, 1935, p. 1. 
~ Hartshorn, William c., and Leavitt, Helen s., Making Friends 
with Music. Boston: Ginn and Company, 1940. 
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and a series of Victor recordings. It is designed for use in 
the upper Elementary Grades, the Junior High School, or the 
Senior High School. 
The records cover a wide range of excellent music. The 
teacher's books list objectives, preparation for listening~ 
direction of listening, procedures for teaching, and recommended 
time allotments. 
The authors of the above course approached the subject as 
11 follows: 
This music appreciation course is based on a new idea 
for establishing a real understanding and enjoyment of 
music. It lets music speak for itself. The fundamental 
purpose of the course is to cultivate and develop desirable 1 
attitudes toward music. 
. . y 
Hartshorn and Leavitt list these "matters o~ importance". 
1. The first ·experience ·of the student with the music 
should give him an opportunity to hear it through with-
out interruption. This is true also of the student's 
final classroom experience with the music, although it 
is necessary during the discussion to refer to compara-
tively short excerpts from the various compositions. 
The introductory -remarks of the teacher are of great 
importance. Without predigesting the music for the 
class, they should give the students purpose in listen- ' 
ing, and above all should create in the classroom a 
feeling that is favorable and appropriate to the char-
acter of the music which is about to be heard. 
The resourceful teacher will take full advantage of 
immediate interests of the students and will capitalize 
upon their comments. 
Frequently it will be of value if the teacher will copy j
1 
the thematic quotations on the blackboard and point to 
the proper notes as the music is played. In this way 
the students may become aware of the relationShip be-
tween a theme in varied form and its original version, 
a relationship which otherwise might be overlooked. 
y Ibid., p. 3. 
Y Ibid., pp. 9, 10. 
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5. It is impossible to measure appreciation, just as it is 
impossible to measure friendship. But appreciation does 
make itself evident, just as friendship does. These 
evidences often may be seen when least expected, and 
the teacher should develop an acute sensitiveness to 
them so that they will not be overlooked. 
6. Above all things, it must be remembered that teachers 
and students together are making friends with music. 
The problem of what to present and how to present it, is a 
continuing one. More recently authors and music educators have II 
turned away from a specific text book; due to the accessibility 
of recorded music and the trend of using many different books 
for reference material. y 
Dykema and Gehrkens voice this trend. 
In all appreciation and history of music courses, 
stress is being laid upon the necessity for abundant use of !: 
music material, in contrast to the older reading-and-talking 
about the music without having it present. ---- Printed 
textbooks are not used as much as formerly, nor so slavishlY. 
followed. Discussion and the making of notebooks by the 
students is becoming much more common. 
Regardless of prepared courses for music appreciation text 
books on the subject, and reference books, there has been a 
continued effort on the part of educators to point out the 
weaknesses and emphasize the necessary steps to improvement. 
El Wilson says 
It so happens that musicianly listeners are not born; 
they are made. Many of our best listeners have developed 
through their own efforts. This fact does not relieve the 
school of the responsibility of providing guidance for that 
great body of musical consumers, the listeners. These 
1/ Dykema, Peter w., and Gehrkens, Karl., The Teaching and 
Administration of High School Music. Boston: c. c. Birchard 
and Company, 1941, pp. 288-289. 
EJ Wilson, Harry ·Robert, Music in the High School. New York: 
Silver Burdett Company, 1941, pp. 243-244. 
classes in appreciation have a specific purpose~ the culti-
vation of intellectual enjoyment of music. 
Appreciation is an art. Therefore in teaching appre-
ciation only the historical facts that are pertinent to 
discussion~ criticism, and interpretation of the specific 
music under consideration should be included. It is not 
necessary to know every small detail of a composer's life; 
but a. biographical sketch which gives one a better under-
standing of the man behind the music~ the times in which he 
worked~ and his contribution to the development of music 
will be pertinent to appreciation. 
It is not necessary to be able to analyze every chord 
and cadence of a composition; but to be able to hear a 
striking change of key or mode~ a subtle rhythmic pattern~ 
or to follow the broad outlines of the musical design -
these things mark the differences between fondness for 
music and appreciation of music. y 
Mursell has made some very pertinent statements regarding 
the teaching of music. 
We must be on our guard against believing that there 
is always one "best" method of teaching anything. Some 
orderly plan~ indeed~ is · necessary; and a teacher may be 
greatly helped by suggestions when making it. But excel-
lent teaching depends upon intelligence and purpose~ and 
any plan worth following or considering is no more than an 
expression of them. 
The first and most essential criterion of every good 
music period is the extent and genuineness with which it 
reveals some new facet of musical beauty and appeal. This 
requires an intelligent and discriminating choice of mater-
ials~ for the material itself is a primary educational in-
fluence. 
Don't believe~ or act as if you believe~ that only 
drill can promote growth. Drill can be valuable. But it 
becomes valuable only when it is purposive~ and when the 
pupil recognizes that it is leading to the establishment 
of a mastery on an insight which he desires~ and whose 
worth-whileness is convincingly manifest. 
Don't feel that you must cover a stated amount of 
ground in a stated time. Quality and convincingness in the 
day to day experiences which you organize for the children 
are what really count in bringing about authentic musical 
growth. Quality must not be sacrificed to quantity. Even 
a little experience handled convincingly and in a first rate 
fashion can be a strong incentive to pupils to go on widen-
ing their musical ·horizons on their own initiative. 
1 Mursell~ ames L.~ Music in American Schools. ·New York: 
ilver Burdett Company, 1943, p. 34, pp. 44-49. 
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In a suburban high school, or indeed in any public high 
school where the course is open to all students on an elective 
basis, it is vital to first know the students, their pr~vious 
musical experiences, and the types of music they most enjoy. 
This statement is emphasized by many outstanding people in the 
field of education. y 
Baldwin said 
Know your child, his mood or attitude, his background, 
social and musical, and the points at which he will be 
vulnerable to the various elements of the musical experience. y " 
Mursell also stated 
The first, greatest, and most essential responsibility 
of the teacher is to understand his pupils. Without this 
he cannot perform his proper task. 
Also in agreement are Lee and Lee. 
y 
The individual teacher must be familiar with the pre-
vious experiences of the class. In no other way can she 
provide for further experiences. 
The conditions found in the Junior High School by Pitts 
y 
are equally true in the Senior High Schools. Those conditions 
are: 
1. High school draws from varied school environment: public, 
private, and parochial. 
2. Homes of pupils differ socially, racially, and cultur-
ally. 
3. Pupils change and develop rapidly emotionally, intellec-
tually, and physically during adolescence. 
1/ Baldwin, Lillian L., Listening, Thirty-Fifth Yearbook of the 
Wational Society for the Study of Education. Bloomington, Ill., 
Public School Publishing Company, 1936, p. 98. 
y Op. cit., p. 71. 
y Lee, J. Murray, and Lee, DOris May, The Child and His Curric-
ulum. New York: Appleton-Century-Crofts, Inc., 1950, p. 227. 
if Pitts, Lilla Belle, Music Integration in the Junior -High 
School. Boston: c. c. Birchard and Company, 1935, p. 6. 
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with imagination can become acquainted with the attitudes~ 
desires~ and needs of a class in a few meetings. Other educa-
tional information may be obtained usually from accumulative 
11 2 0 
records and by consultations with the student's former teachers • . 
Careful observation of the pupil and his reactions in class~ 
and conversations with the parents are also helpful and most 
revealing. 
!I Giles, McCutcheon, and Zechiel state 
The development of the individual must take into 
accotmt bOtb. his present needs arising from problems of 
adaptation to his environment~ and the nature and direction 
of the development of the social environment. 
I 
There are many types of procedure for presenting the differ- : 
ent phases of Music Appreciation. In the process of construct-
ing a teaching guide there must be much overall planning. These 
plans are a source of material~ methods, and techniques~ to 
·' 
jprovide a dependable basis for growth. 
~ . 
Pitts points out that 
Our job in education is to find adequate techniques for 
appraising and adapting these new resources (recordings, . 1 soundfilm~ radio~ and television) so they will give addition-
al force and strength to teaching programs. 
. . . 
1/ Giles, Er. H;, McCutcheon, s. P., and Zechiel, A. N., Explor- I 
Tng the Curriculum. ~ew York: Harper and Brothers, 1942, p. 20. , 
,2/ Pitts, Lilla Belle, The Music Curriculum in a Changing World. 
lfew York: Silver Burdett Company, 194~, p. 13. ·' 
A· system or method for teaching~ which has grown in popu-
larity because it has proven to be so valuable~ is the "Unit y 
Plan". Pitts used a form of the Unit Plan and listed these 
General Purposes. 
1. To provide a richer musical experience through the 
integration of pupils' interests~ talents~ and activ-
ities. · 
2. To consider each music class as a social group with: 
(a) the teacher as director of musical activities and 
chairman of discussion~ (b) definite responsibilities 
placed upon each pupil to contribute his share in dis-
cussions and contributions of illustrative material, 
and (c) cooperation between pupils and teacher in estab-
lishing objectives and selecting materials. 
3. To extend and deepen meanings through conscious asso-
ciation of music with the social, political~ religious, 
and cultural life of the race. 
4. To provide opportunities for pupil reports on readings 
of related subjects~ related arts~ concerts, radio~ and . 
travel. 
5. To seek such musical knowledge as will increase the 
aesthetic appreciation of music and create helpful 
emotional and mental attitudes towards music. 
6. To become acquainted with composers through their music. y 
Pitts continued her explanation of the values of unit 
organization as follows: 
A number of units contain much more material than is 
either desirable or feasible to use. This allows the teach-
er to choose from available subject matter~ It predicates 
a flexibility permitting adjustments appropriate to diverse 
conditions. Likewise allowance is made for the selection 
of those units best suited to time and circumstances. 
The importance of the unit organization is not the 
amount ' of material used but the definiteness of objectives 
sought; the significance of the association and integration 
made~ the function of learning activities~ and the educa-
tional results achieved. 
The aim of every unit is to so organize a varied but 
meaningful body of subject matter which includes suitable 
learning activities~ that the results will be the mastery 
of definite musical understandings. 
i/ Pitts~ Lilla Belle~ Music Integration in the Junior High 
~chool. Boston: c. c. Birchard and Company~ 1935~ pp. 46-47. 
y Ibid., pp. 48-49. 
2 1_ 
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Lee and Lee included a chapter on the Unit of Work which 
contained unit outlines from several sources, comparisons of 
these outlines, suggestions for learning experiences, and out-
lines of study skills. These, of course, were not confined to 
the area of music. 
An authority on the unit organization of subjects for the y 
high school is Billett. His ideas on the organization of 
subject matter are applicable to any area, including music. y 
Billett lists and uses these terms. 
(1) Topic; (2) unit; (3) delimitation of -the unit; 
(4) incidental and indirect learning ·products; (5) unit 
assignment; (6) problem; (7) project; (8) optional related 
activities; (9) core activities; (10) general · study and 
activity guide; (11) special study and activity guide; 
(12) tests; and (13) lists of materials and references. 
Any teacher of Music Appreciation who organized his work 
along the above lines would have a workable plan for procedure. 
Briefly stated the unit plan for each area should: 
(1) create the problem; (2) develop responsiveness; (3) collect 
data; (4) draw conclusions; and (5) test. 
The great developments in improved recordings, including the 
long playing records, the modern reproduction equipment, the 
public library collections of music recordings for loan, and 
vocariums where students may listen without disturbing others, 
1/ Lee, J. Murray, and Lee, Doris May; The Child and His Currie-\ 
ulum. New York: Appleton-Century-Crofts, Inc., 1950. 
2/ Billett, Roy o., Fundamentals of Secondary School Teaching• 
BOston: Houghton-Mifflin Company, 1940. 
~ Op. cit., p. 505. 
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have all contributed to an increased interest in listening to 
music. It is impossible to judge whether better teaching of 
music appreciation has increased the sale of records or whether 
radio, television, and the sale of records has increased the 
interest in music appreciation. 
It is interesting to note these opening statements by y 
Baldwin. 
Among the many people who listen to music in these days 
of phonographs, radios, and concerts, there is a new and ' 
important person called the "musicianly listener". Schools 
are interested in his training. Books are written for him, 
and musicians are glad to have him at their concerts. This 
good listener is not a person who merely hears music, let-
ting it go in one ear and out the other. He thinks about 
what he hears. And he is proud to know about music, even 
though he himself cannot sing very well or play an instru-
ment. 
Comments such as Baldwin's, quoted above, and the ever in-
creasing number of new books on the subject are an inspiration 
and a challenge to the teacher to keep up to the times and im-
prove the work in Music Appreciation in the high school. y 
Siegmeister says 
Our generation has the opportunity for a broader out-
look on the world of music than any previous one in history,, 
a truer picture than any heretofore available of the almost 
infinitely varied kinds of music made by man. 
The actual content of learning is a continuous and changing 
problem. The subject matter is an integral aspect of the never 1 
ending process of guiding young people to form wholesome musical 
tastes and interests. 
1/ Baldwin, Lillian, Music for Young Listeners. New York: Silver 
Burdett Company, 1951, p. 1. 
2/ Siegmeister, Elie, The Music Lover's Handbook. New York: 
William Morrow aod Company, 1943, pp. 5-6. _ - ~ 
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CHAPTER III 
A TEACHING GUIDE FOR MUSIC APPRECIATION 
I. The Symphony Orchestra. 
A. Its history and development. 
B. Instruments of the orchestra. 
1. The string instruments. 
2. The wood-wind instruments. 
3. The brass instruments. 
4. The percussion instruments• 
5. Visual and auditory recogni tion of each. 
6. Characteristics and function of each. 
c. The orchestra as a whoie. 
1. Coordination of the instruments. 
2. The conductor. 
II. Fundrumental Musical Concepts. 
A. Rhythm and tempo. 
B. Melody and scales. 
c. Polyphony and harmony. 
D. Form. 
1. The motive, phrase, and sentence. 
2. Simple two and three part forms. 
III. Preliminary Considerations. 
~--
A. Evaluation of sensuous and intellectual appreciation 
of music. 
1. Constructive principles; variety, unity, and 
coherence. 
2. Distinction between hearing and listening. 
3. Importance of mental attitudes. 
--=-=-·==== ----===-==-,===== 
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IV. Early Instrumental Music. 
A. The Baroque period-absolute music. 
1. The significance of the common characteristics of 
art~ architecture~ and music. 
2. Early dance forms. 
B. Johann Sebastian Bach. 
1. The classic suite. 
2. The Brandenburg concertos. 
c. George Frederic Handel. 
1. Instrumental music. 
' V. The Rococo Period- Classical Composers. 
A. The eighteenth century orchestras. 
1. Its condition and instrumentation. 
B. Contributions of sons of Bach and others to the 
development of the sonata and sonata form. 
c. The Viennese School; Joseph Haydn. 
1. The sonata form. 
2. Improvement of the orchestra. 
3. His symphonies and string quartets. 
4. Adoption of the minuet. 
D. The Viennese School; Wolfgang Mozart. 
1. Perfection of classic style. 
2. Improvement .of the orchestra. 
3. His symphonies and chamber music. 
VI. The Midway Point. 
A. The Viennese School; Ludwig van Beethoven. 
1. Classification of his works. 
2. Use of the variation form. 
3. The link between Classic and Romantic schools. 
4. Development of the orchestra. 
5. His symphonies and chamber music. 
VII. The Early Romantic Period. 
A. Significance of romanticism in poetry and music. 
25 
B. Comparison of the classic and romantic styles. 
c. Franz Schubert. 
1. His symphonies. 
D. Robert Schumann. 
1. Beauty of melody, weaknesses of orchestrations. 
2. His symphonies. · 
E. Feiix Mendelssohn. 
1. Music for "A· Midsummer Night's Dream". 
2~ Influence of travel on his compositions. 
3. His symphonies. 
4. The concert overture. 
VIII. The Late Romantic Period. 
A. Definition of program music. 
B. Franz Liszt. 
1. Invention of the symphonic poem. 
c. Hector Berlioz. 
1. Historical background of the period. 
2. Development of modern orchestration. 
3. Influence of literature on his music. 
4. His symphonies and other works. 
D. Richard Strauss. 
1. Contribution to the symphonic poem. 
IX. Renaissance of Classicism. 
A. Johannes Brahms. 
1. Unification of classic forms with 
I, 
romantic styles J! 
B. 
c. 
2. His symphonies and chamber music. 
3. Concert overtures. 
4e Hungarian dances. 
Cesar Franck. 
1. Harmonic innovations. 
2. His symphony. 
Bruckner and Mahler. 
I 
I 
II 
I 
II 
I 
l 
I 
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1. Late classicists with romantic traits. 
2. Their symphonies. 
x. Nationalism in Music. 
xi. 
A. Bohemia. 
1. Dvorak. 
a. Importance as a factor in American music. 
b. His symphonies and string quartets. 
c. Slavonic dances. 
B. Norway. 
1. Grieg. 
a. Modern suite. 
b. Discussion of differences between the 
classic suite and the modern suite. 
c. Finland. 
1. Sibelius. 
a. Influence of national epic-poem. 
D. Russia. 
1. Influence of Glinka. 
2. Neo-Russian school. 
a. Rimsky - Korsakoff. 
b. Moussorgsky. 
3. Tschaikowsky. 
a. His symphonies and overtures. 
b. Ballet music. 
Keyboard Instruments. 
A. Harpsichord and clavichord. 
1. Polyphonic forms. 
a. Canon and fugue. 
2. Other forms. 
a. Sonata, toccata, and pre 1 ude • 
b. Bach inventions. 
c. Classic suites. 
B. The pianoforte and its music. 
1. Contributions of Haydn and Mozart. 
2. Beethoven sonatas and concertos. 
3. Schumann, and Mendelssohn. 
==-== = - =---~==-~=-'== ======~ 
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c. Chopin. 
1. Polish nationalism. 
2. Preludes and etudes. 
D. Piano concertos. 
E. The organ. 
1. Development of the instrument. 
2. Contributors to its literature. 
XII. Other Solo Instruments. 
1 XIII. 
A. Violin concertos. 
1. Mendelssohn. 
2. Other contributors to this medium. 
B. Shorter solo compositions. 
A. 
B. 
1. Kreisler. 
2. Literature for the cello. 
3. Literature for the clarinet. 
Vocal Music. 
The folk song. 
1. A basis for the development of nationalism. 
2. Universally comprehensible~ 
3. American folk songs. 
The Art song. 
1. Development of the German Lied. 
2. Contributions of Schubert, Schumann, Franz, and 
Brahms. 
3. Haydn to the present. 
c. Oratorio. 
1. Polyphonic style. 
2. Contributions of Handel, Bach, Haydn, and 
Mendelssohn. 
XIV. The Opera. 
A. Fundamental concepts. 
B. Early history. 
28 
1. Opera seria. 
2. Decline of dramatic content. 
c. Influence of Gluck. 
1. Return of dramatic sincerity. 
D. Contributions of Mozart and Beethoven. 
E. Nineteenth century opera. 
1. Rossini~ Verdi~ and Puccini. 
2. Other Italian operatic composers. 
3. Bizet and Gounod. 
F. The Operatic overture and prelude. 
XV. Music- Drama. 
A. Wagner. 
1. Reformation of opera. 
2. Unification of literature, action, scenery, and 
music. 
3. Importance of the innovations and orchestral 
development. 
B. Richard Strauss. 
XVI. Recent Trends in Opera. 
A. National opera composers of nineteenth and twentieth 
centuries. 
B. Operetta. 
1. Changes from opera. 
2. Gilbert and Sullivan. 
3. American operettas. 
4. Musical comedy. 
XVII. The Ballet. 
A. Discussion of its development. 
1. Use in opera. 
2. Present ballet companies. 
B. Delibes and other lesser known composers of ballet 
music. 
--- ~=-=--"= 
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c. Stravinsky. 
1. Contributions to the ballet. 
D. Twentieth century ballet music. 
lj XVIII. Impressionism. 
A. Debussy. 
1. Whole tone scale, dissonances, and harmonic 
innovations. 
2. Representative works. 
B. Ravel. 
1. Contributions to orchestration. 
2. Representative works. 
I XIX. Modern Music. 
A. France. 
1. Ra.di cali sm. 
2. Milhaud. 
B. Russia. 
1. Stravinsky. 
a. Reaction against romanticism. 
b. Polytonality. 
2. Shostakovitch. 
a. Symphonies. 
b. Dictates of Soviet government. 
3. Prokofieff. 
a. Contributions to all types of music. 
C. Germany. 
1. Hindemith. 
2. Schoenberg. 
a. Atonality. 
D. Hungary. 
1. Bartok. 
a. Neo-classicism. 
E. England. 
1. Holst. 
2. Britten. 
30 
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i xx. American Music. 
A. Colonial period. 
B• Influence of European music inthe nineteenth 
1. Foster. 
2. Macdowell. 
3. Sousa. 
c. Modern composers. 
1. Hanson, Piston, Copland, and others. 
XXI. Jazz. 
A. Influence of the negro ragtime. 
1. Dixieland, blues, and swing. 
I 
II 
century. ! 
B. Distinction between improvised and sophisticated jazz. 
c. Influence of Gershwin. 
1. Birth of symphonic syncopation. 
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Music Literature Studied 
I. Instruments of the Orchestra. 
A. The string instruments. 
1~ Rimsky-Korsakoff: Scheherazade, Fourth Movement. 1 
2. Bach: Loure. 
3. Brahms: Symphony No. 3, Third Movement. 
4. Beethoven: Symphony No. 5, Third Movement. 
5. Debussy: Afternoon of a Faun. 
B. The wood-wind instruments. 
1. Prokofieff: Peter and the Wolf. 
2. Franck: Symphony in D minor, Second Movement. 
3. Dukas: Sorcerer's Apprentice. 
4. Hindemith: Wood-wind Quintet. 
c. The brass instruments. 
1. Beethoven: Leonore Overture No. 3. 
2. Wagner: Overture to Tannhauser. 
3. Strauss: Don Quixote. 
D. The percussion instruments. 
1. Beethoven: Symphony No. 9 1 Second Movement. 
E. The orchestra as a whole. 
II. Form. 
1. Britten: The Young Person's Guide to the 
Orchestra. 
A. The motive, phrase, and sentence. 
1. Beethoven: Symphony No. 5. 
2. Franck: Symphony in D. minor. 
1 III. Constructive Principles. 
1. Minuets from classic symphonies. 
2. Mozart: Turkish Rondo. 
3. Haydn: Surprise Symphony, Second Movement. 
IV. The Baroque Period. 
Jt. Bach. 
I 
I 
I 
I 
I 
I 
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1. Suite No. 3 in D major. 
2. Brandenburg Concerto No. 3. 
II B. Handel. 
li 1. Water Music. 
II 
lj v II • 
2. Royal Fire-Works. 
The Rococo Period. 
:I 
II 
A. Haydn. 
I 
II 
I' 
I 
1. Surprise Symphony. 
2. String Quartet in C major. 
B. Mozart. 
1. Symphony in G minor, No. 40. 
2. String Quartet in C major. 
VI. The Midway Point. 
A. Beethoven. 
1. Contra Dances. 
2. Symphony No. 5. 
3. Symphony No. 6. 
4. Symphony No. 7. 
5. String Quartet in E minor. 
VII. Early ·Romantic Period. 
A. Schubert. 
1. Unfinished Symphony. 
2. Symphony No. 5. 
B. Schumann. 
1. Spring Symphony. 
c. Mendelssohn. 
1. Italian Symphony. 
2. Midsummer Night's Dream Overture. 
3. Fingal's Cave Overture. 
VIII. Late Romantic Period. 
A. Liszt. 
1. Les Preludes. 
2. Hungarian Rhapsody No. 2. 
3·. Liebestraume. 
B. Berlioz. 
1. Romeo and Juliette Symphony. 
2 ·. Roman Carnival Overture. 
c. Strauss. 
1. Till Eulenspiegel's Merry Pranks. 
2. Don Juan. 
IX. Renaissance of Classicism. 
A. Brahms. 
1. Symphony No. 3. 
2. Symphony No. 4. 
3. Tragic Overture. 
4. Academic Overture. 
5. Hungarian Dance No. 5. 
B. Franck. 
1. Symphony in D minor. 
X. Nationalism in Music. 
A. Dvorak. 
1. New World Symphony. 
2. Slavonic Dances. 
B. Grieg. 
1. Peer Gynt Suite. 
c. Sibelius. 
1. Finlandia. 
2. Valse Triste. 
3. Symphony No. 2. 
4. Symphony No. 7. 
D. Rimsky-Korsakoff. 
1. Scheherazade. 
E. Moussorgsky. 
1. Night on Bald Mountain. 
2. Pictures at an Exhibition. 
I 
I 
I 
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-F. Tschaikowsky. 
1. Nutcracker Suite. 
2. Romeo and Juliette Overture. 
3. Symphony No. 4. 
4. Symphony No. 6. 
XI. Keyboard Instruments. 
A. Harpsichord. 
1. Handel: Harmonious Blacksmith. 
2. Rameau: Tambourin. 
B. Pianoforte music. 
1. Bach: Preludes and Fugues. 
2. Bach: Inventions. 
3. Mozart: Sonata in C major. 
4. Beethoven: Sonata Pathetique. 
5. Beethoven: Moonlight Sonata. 
6. Schubert: Fantasia Impromptu. 
7. Mendelssohn: Spinning Song. 
s. Franck: Prelude~ Chorale and Fugue. 
c. Chopin. 
1. Selections from Preludes, Nocturnes, Etudes~ 
Mazurkas, and Polonaises. 
D. Piano concertos. 
1. Grieg: Concerto in A minor. 
2. Tschaikowsky: Concerto in B flat minor. 
3. Rachmaninoff: Concerto No. 2. 
E. Organ. 
1. Handel: Largo. 
XII. Other Solo Inatrumen~s. 
A. Violin. 
1. Mendelssohn: Concerto in E minor. 
2. Kreisler: Caprice Viennois. 
3. Scott: Lotus Land. 
B. Cello. 
1. Saint Saens: The Swan. 
c. Clarinet. 
-
I 
I 
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1. Mozart: Clarinet Concerto 
XIII. Vocal Music. 
A. Folk music. 
< ; 
1. Various songs from colle~tions. 
B. Art songs. 
1. Schubert: Erlking, and Ave Maria. 
2. Schumann: Two Grenadiers and The Lotus Flower. 
3. Franz: Dedication. 
4. Brahms: Cradle•Song. 
c. Oratorio. 
1. Handel: The Messiah. 
XIV. Opera. 
A. Nineteenth century. 
1. Rossini: Selections from The Barber of Seville. 
2. Verdi: Selections from Aida. 
3. Puccini: Selections from La Boheme. 
4. Leoncavallo: Selections from Pagliacci. 
5. Bizet: Selections from Carmen. 
6. Gounod: Selections from Faust. 
B. The Overture and Prelude. 
1. Mozart: Overture to The Marriage of Figaro. 
2. Weber: Overture to Oberon. 
3. Rossini: Overture to The Barber of Seville. 
4. Bizet: Prelude to Carmen. 
5. Leoncavallo: Prologue to Pagliacci. 
XV. Music Drama. 
A. Wagner. 
1. Selections from Lohengfin, Tristan and Isolde• 
and Die Walkure. 
2. Overture to Tannhauser. 
3. Preludes to Lohengrin. 
B. R. Strauss. 
1. Selections from Der Rosenkavalier. 
1 XVI. Recent Trends in Opera. 
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A. National opera. 
1. 
2. 
3. 
Moussorgsky: Selections from Boris Godounoff. 
J. Strauss: Selections from The Bat. 
Charpentier: Selections from Louise. 
B. Operetta. 
Sullivan: Selections from The Pirates of 
Penzance. 
Herbert: 
Rodgers: 
Selections from The Only Girl. 
Selections from Oklahoma. 
XVII. The Ballet. 
A. Delibes. 
1. Naila. 
2. Coppelia. 
B. Adam. 
1. Giselle. 
c. Stravinsky. 
1. Fire Bird Suite. 
2. Petrouchka. 
XVIII. Impressionism. 
A. Debussy. 
1. Clair de Luna. 
2. Children's Corner Suite. 
3. The Sunken Cathedral. 
4. Afternoon of a Faun. 
5. La Mer. 
B. Ravel. 
1. Eolero. 
2. La Valse. 
3. Rapsodie Espagnole. 
I xrx. Modern Music. 
A. Milhaud. 
1. Suite Francaise. 
B. Stravinsky. 
---=- -- -- -=-
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1. Fire Bird Suite. ~ 
2. The ·Rite of Spring. 
3. L'Hlstoire du Soldat. 
I. 
I 
c. Shostakovich. 
1. Symphony No. 1. 
D. Prokofieff. 
1. Peter and the Wolf. 
2. Classical Symphony. 
E. Hindemith. 
1. Kleine Ka.mmermusik. 
F. Bartok. 
1. Bulgarian Dances. 
G. Holst. 
1. The Planets. 
H. Britten. 
I 1. Peter Grimes. 
II xx. American Music. 
A. Foster. 
1. Selected songs from collections. 
B. Macdowell. 
1. Piano Concerto. 
2. Sea Pieces. 
3. To a Wild Rose. 
c. Sousa. 
1. Ma.rche s • 
D. Piston. 
1. Suite: Incredible Flutist. 
E. Copland. 
1. Rodeo: Ballet Episodes. 
2. Appalachian Spring. 
=-= = ==== 
F. Grofe. 
1. Grand Canyon Suite. 
XXI. Jazz. · 
A. Gershwin. 
1. Rhapsody in Blue. 
B. Selections from all types of jazz. 
The above literature is presented through the means of 
recordings and piano demonstrations. Occasionally the student 
plays the role of music critic by writing his reflections and 
criticisms upon the first hearing of the recorded works. 
Themes are mimeographed and distributed to each student. 
Class discussion of all music is continually encouraged. The 
knowledge of the composer and the period in which he lived is 
helpful in thes~ discussions. 
II 
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Frequent book reports on musical topics are required as is ' 
also a notebook for outlines of various topics. The class is 
kept abreast of current radio, television, theatre, and concert II 
programs. Reviews and criticisms on current concerts and 
1 
musical events are required., -thus making music a living entity I 
in the life of the students. 
I 
II 
1=-
'I 
Suggested Student Reading 
Arnold, Elliot, Deep in My Heart. New York: Duell, Sloane, 
and Pearce, 1949. 
Arnold, Elliot, Finlandia. New York: Henry Holt and Company, 
I 1941. 
Bauer, Marion, and Peyser, Ethel~ Music Through the Ages. New 
York: G. P. Putnam's Sons, 1946. 
Bekker, Paul, The Story of Music. New York: w. w. Norton and 
Company, 1927. 
Bernstein, Martin, An Introduction to Music. New York: Pren-
tice Hall Incorporated, 1937. 
I 
I 
Blesh, Rudi, Shining Trumpets. New York: Alfred A. Knopf, 1946.1 
Brower, Harnet, Story~Lines of Master Musicians. New York: 
Frederick Stokes Company, 1922. 
, Copland, Aaron, What to Listen for in Music. New York: McGraw 
Hill Book Company, 1939. 
Darlington, William A., The World of Gilbert and Sullivan. 
li New York: Crowell Publishing Company, 1950. 
1
11 
Davison, Archibald T., Bach and Handel. Cambridge, Mass: 
Ji Harvard University Press, 1951. 
I
' Ewen, David, Men and Women Who Make Music. New York: Merlin 
Press Incorporated, 1949. 
I 
11 Feldman, Harry Allen, Music and the Listener. New York: E. P. 
11 Dutton and Company 1 1939. 
\1 Hallstrom, John, Relax and Listen. New York: Rinehart and 
Company, 1947. 
Howard, John T., Our American Music. New York: Thomas Y. 
Crowell Company, 1946. 
1 
Humphreys., Dena, On Wings of Song. New York: Henry Holt and 
Company., 1944. 
Lawrence, Marjorie, Interrupted Melody. New York: Appleton-
Century-Crofts., Incorporated, 1949. 
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1 
McSpadden, J. Walter, 08eras and Musical Comedies. 
Thomas Y. Crowell ompany, 1946. 
New York: 
O'Connell, Charles, The Victor Book of the Opera. Camden, 
New Jersey: R.C.A. Manufacturing Company, 1936. 
Overmeyer, Grace, Famous American Composers. New York: Thomas 
Y. Crowell Company, 1944. 
I· Peltz, Mary Ellis, Behind the Gold Curtain. New York: Farrar 
~ Strause, 1950. 
Siegmeister, Elie, The Music Lover's Handbook. New York: 
William Morrow and Company, 1943. 
Spaeth, Sigmund, The Art of Enjoying Music. New York: McGraw-
Hill Book Company, 1933. 
Taubman, Howard, The Maestro. 
1951. 
New York: Simon and Schuster, 
New York: Simon and Schuster ! Taylor, Deems, Music to My Ears. 
1949. 
Trapp, Maria A., The Story of the Trapp Family Singers. Phil-
adelphia, New York: J. B. Lippincott Company, 1949. 
Vehanen, Kosti, Marion Anderson. New York: McGraw-Hill Book 
Company, 1941. 
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CHAPTER IV 
A SUGGESTED UNIT TO BE USED WITH THE TEACHING GUIDE 
Unit Organization of the Topic Opera 
The unit.-- Opera is a form of music combining drama with 
singing, accompanied by an orchestra. It began about 1600 in 
an attempt to revive the old Greek drama. After a long period 1 
in which the dramatic content suffered, opera was reformed by 
the influence of Gluck and Weber. The greatest contributions 
to this form came during the nineteenth century. As a standard , 
I 
I 
by which to judge the quality of some unknown work, one needs 
an acquaintance with Opera of recognized merit. 
Delimitation of the unit.--
A. Fundamental Concepts. 
1. Opera is performed in the theatre with costumes, 
scenery, and action. 
2. In real opera there are no spoken parts, as all dia-
logue is sung. 
3. On occasion, opera contains parts that are sung by 
small . groups and/or large choruses. 
The entire performance is accompanied by an orchestra, 
which is usually seated in what is called the orches-
tra pit, in front of the stage. 
Most operas are preceded by an overture or prelude 
played by the orchestra alone. 
6. Opera may be divided into classifications or types. 
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II 
c. 
D. 
Early History. ll 
7. From the first opera in 16001 the dramatic content 
declined as emphasis was placed on a display of vocal 
powers. 
8. 
10. 
Gluck# in 1762 1 tried to make opera more true to life. 1 
Mozart contributed greatly to opera with his develop- I 
ment of the orchestra in relation to the singers. 
Weber introduced a continuous melodic line with un-
interrupted accompaniment. 
Nineteenth Century Opera. 
11. 
12. 
14. 
15. 
16. 
17. 
Well known operas of this group include: Aida by Verdi, 
Carmen by Bizet, Faust by Gounod1 La Boheme by Puccini ~ 
and Pagliacci by Leoncavallo. II 
It was the style to base the opera on a story that 
ended in a tragedy. 
Opera is usually performed in the language of the com-
poser. 
These operas included many beautiful solo songs which 
are called arias. 
During the period from 1850 to about 1880, the opera 
in France had to include a ballet in order to be I 
accepted successfully. I 
Many excerpts or arias from these operas are frequentlJ
1 
performed today on radio and television. I 
Separate arias, or the complete operas listed above I 
are available on recordings. 
A type called Opera buffa. I I 
I 
18. The term buffa meant full of buffoonery, and is rarely I 
heard today. 
1 
19. Obviously this type of opera is a comedy. 
20. 
21. 
The best known example is The Barber of Seville by 
Rossini. 
The opera is filled with humorous dramatic 
and light music. 
situations 1
1 
II 
-~ 
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22. Since this is an older opera, there is no great depth 
to the melodies and they are mostly in the coloratura 
manner. 
E. The Operas of Wagner are called Music-Drama. 
23. Lohengrin is an example of music-drama. 
24. Music-drama is a more complete blending or unification 
of vocal and instrumental music, text, action, and 
scenery toward a single unit of emotional expression. 
25. Wagner perfected the leit motive, whereby the charac-
ters and inanimate objects are each labeled with short 
melody patterns which appear throughout the entire 
opera. 
26. Wagner wrote all of his librettos himself. 
27. Wagner also planned the scenery and costumes for his 
productions. 
28. His productions are not popular because they are much 
too long and too heavy. 
29. Some of Wagner's best music is found in the overtures 
to his many operas. 
F. Operetta. 
30. This type differs from conventional opera because it 
contains some spoken lines. 
31. Operetta, by its name, implies a shorter production. 
32. Operetta, is always light comedy. 
33. An example is the Pirates of Penzance, by Gilbert 
and Sullivan • 
. 34. Most operettas are in English. 
Probable indirect and incidental learning products.--
A. Indirect. 
1. Increased interest in listening to operatic selec-
tions on television, radio, and recordings. 
2. Increased desire to know the story of the opera. 
I 
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B. Incidental. 
1. A cultural growth from knowledge of a form of music 
accepted by society. 
2. Appreciation of the tremendous demand on the composer 
to write vocal music with proper orchestral accompani-
ment. 
3. Ability to appraise the performance of a particular 
vocalist as compared with recordings made by artists. 
4. Ability to recognize the different types of voices. 
5. Increased enjoyment of certain operatic music through 
recognition. 
6. Some knowledge of the national and musical background 
of operatic composers. 
7. An appreciat:l.on of the great operatic stars of past 
and present. 
a. An increased Understanding of the available opportun-
ities afforded for further information and enjoyment 
in the field of opera. 
9. Ability to attend an opera performance with profit 
and understanding. 
Bibliography for the teacher.--
I Darlington, William A., The World of Gilbert and Sullivan. 
New York: Crowell Publishing Company, 1950. 
Dike, Helen, Stories from the Great Metropolitan Operas. 
New York: Random House, 1943. 
Krehbiel, Henry E., Book of Operas. New York: .The Mac-
Millen Company, 1945. 
McSpadden, J. Walter, Operas and Musical Comedies. New 
York: Thomas Y. Crowell Company, 1946. 
Newman, Ernest, Stories of the Great Operas. New York: 
Garden City Publishing Company, 1930. 
O'Connell, Charles, The Victor Book of the Opera. Camden, 
New Jersey: R.C.A. Manufacturing Company, 1936. 
Peltz, Mary Ellis, Behind the Gold Curtain. New York: 
Farrar Strause, 195 • 
45 
I 
Peltz, Mary E., and Laurence, Robert, The Metrotolitan 
Opera Guide. New York: Metropolitan Opera Gui d Inc., 
1939. 
1 
II 
I 
' 
Smith, Cecil Michener, Musical Comedy in America. New 
Theatre Arts Books, 1950. 
I York., 
I 
Any available Operatic Librettos or Opera Scores. I 
1 
Introducing the unit.-- This unit may be introduced as a 
I' 
natural sequence or continuation of any of the following:-
B. 
c. 
D. 
The study and discussion of the Overture. 
A discussion of the annual Boston visit of the Metro- II 
politan Opera Company. 
Listening to a recording of a well known operatic aria. 
For example: Celeste Aida, from the opera Aida, by 
Verdi. 
A study of the different types of voices. 
Let us assume that the program of operas to be performed 
in Boston by the Metropolitan Opera Company has appeared in the 
'I 
newspapers. II 
1. 
6. 
8. 
Read the list of the operas to be given and the dates ;1 
of their performance. I 
Inquire if any member of the class has ever seen an 
11 
opera performance. I 
When a student has seen an opera, ask him to tell the 
class about the perrormance. 
Inquire if any member has a complete opera recording 
at home. 
Choose one of the best known operas from the list in 
number one. {Example - Cannen) 
Play the recordings of the Habanera and the Toreador's 
Song. 
Seek information from the class on the characters, 
plot, setting , other music, and the composer. 
II 
II 
ii 
II 
I 
Plan assignments for the class or a few members to ~ 
~over the 1 tems ~it; ~'!"'ber seven ! or the opei'a C":rmen_- !i 
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9. Group plan and guide choices of other well known 
operas to be studied. 
10. Assign a small group to each opera. 
The unit assignment.-- (Tentative time allotment three weeks~ 
five meetings per week). 
1. How would you describe opera? 
2. You may have seen a performance of a Gilbert and Sulli-
van operetta. How does it differ from the conventional 
opera? 
3. Is there any reason for so many operas ending with a 
tragedy? Where did the composers get ideas for their 
operas? Who wrote the stories? 
4. What is the function of the orchestra in opera? Could 
the performance go on successfully without an orches-
tra? 
5. When you listen to a recording of opera do you under-
stand what you hear? Would it be improved or not if 
it were sung in English? Why isn't it done in English? 
6. Reading the story in advance of seeing the performance 
is almost a "must". Why? Have you looked over the 
available libretti? 
7~ Your public library contains the musical scores of 
many operas. What does an operatic score contain? Of . 
what value is the score to you? 
s. Does the music of the opera reflect the period in 
which it was written? Compare the music of the Barber 
of Seville with the music of La Boheme. 
9. Look up the radio and television programs for opera. 
Are there any regular programs of opera on either 
medium? Listen and watch one program on each and 
report your reactions. 
10~ Bring in a catalog of recordings from your local 
record shop and check the available recordings of the 
opera which you have studied. 
11. Briefly relate the story of the opera you have studied. 
Does it have a good plot? Is there a love interest? 
Is it worth while from a literary standpoint? 
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12. When did this idea of opera start? What are its 
worst faults? Which composers improved the form of 
opera? How did they improve it? 
13. What is a ballet? Is a ballet necessary in an opera? 
What was the purpose of the ballet in opera? 
14. Wagner is considered the greatest writer of opera. 
Why? Why are his operas not well liked? 
15. What are the reasons that opera is not more popular 
in America? Why are there so few opera companies in 
our large cities? What cities do have opera? 
16. Do you feel that any opera is worth listening to the 
entire performance or· are there just sections of it 
that are good? What are your reasons for this opin-
ion? 
Study guide.--
A. Fundamental Concepts, and Early History. 
1. Read The Art of Enjoying Music, chapter 24:208-213. 
2. How does opera compare with absolute music (5:208)? 
3. What was the object of the founders of opera (3:17-19)? 
4. What difficulties are presented by the language of 
opera? 
5. Comment on opera in English. 
6. What was the first real opera, and what beautiful 
melody does it contain (5:210; 3:18)? 
7. Who was the first great reformer of opera (5:211}? 
What were his most important ideas (3:20}? 
a. Write a short paragraph on the significance of Mozart 11 
in opera and name several of his operas. 1 
9. Listen to a recording of the overture to the Marriage 
of Figaro. What is the purpose of the overture? 11 
10. How would you describe opera (3:13-17)? 
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B. Nineteenth Century Opera. 
11. Is there any reason for so many operas ending w1 th a 
tragedy? Where did the composers get ideas for their 
operas? Who wrote the stories? 
12. Read Operas and Musical Comedies pp. 89-90; 205-206. 
Read the story of Carmen. Make a list of the import- , 
ant characters and the outstanding arias. Be pre-
pared to tell the class the plot of the opera. (2:250-,. 
14. 
15. 
17. 
18. 
19. 
20. 
21. 
22. 
23. 
253; 3:75-87). 
Do the same for Aida. (2:135-139; 3:29-38). 
Do the same for Faust. (2:232-236; 3:134-145). 
Do the same for La Boheme.(2:158-160; 3:50-58). 
Do the same for Pagliacci. (2:151-154; 3:318-325). 
Listen to as many arias as ~ossible from the opera 
you choose. (Record Library). 
Have you looked over the available libretti for the 
operas named in numbers 13 through 17? What is the 
value of a libretto? 
Make a list of the opportunities to hear operatic 
selections on radio. 
Are there any regular programs of opera on radio? 
Listen to one program and report your reactions. · 
Make a list of the T~V. programs that include opera 
selections or opera singers. 
Watch one T.v. program of opera and report your 
reactions. 
Eave you ·ever seen an opera performed? If so, pre-
pare to tell the class something about the opera you 
saw. 
25. What operas have been done in the movies? Was the 
movie considered good? 
26. What is a ballet? Is the ballet necessary in an 
opera? What was its purpose in opera (5:250-251; 
3:19)? 
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27. 
28. 
29. 
30. 
31. 
32. 
34. 
35. 
I 
I 
Read the story of The Barber of Seville. Make a list 
of the important characters and the outstanding arias. 
Be prepared to tell the class the plot of the opera 
(2:93-95; 3:42-47). 
Listen to the recordings of "Dawn with her rosy 
mantle" and "Largo al factotum." How does the vocal 
style and the orchestral background compare with 
La Boheme? 
Is this opera a tragedy? Look up the author of the 
original story and learn the name of a companion 
story using the same characters. 
the 1m-
and 
plot of 
Read the story of Lohengrin. Make a list of 
portant characters and the outstanding arias 
choruses. Be prepared to tell the class the 
the opera (2:39-41; 3:217-224). I 
Wagner called his works music-drama. In what ways do II 
they differ from other opera (5:222-224)? 
Wagner is considered the greatest writer of opera. 
Why? Why are his operas not well liked in America? 
Read the stories of the four operas that comprise the 
Ring. In what ways are they most unusual (5:224-228; 
2:41-53)? 
Make a list of the operas written by Wagner. List 
also the best knoWn solos and choruses from his 
operas (5:223-231; 2:32-61). 
Explain the meaning and use of the leitmotif in the 
works of Wagner (5:222; 5:227-228). 
c. Operetta. 
36. What is an operetta? How does it differ from regular 
opera? 
37. Operetta is well accepted in England and America. Why? 1 
38. Who were Gilbert and Sulll van? Make a list of their 
most famous productions (I) . 
39. Listen to the recording of the Pirates of Penzance 
and report your impressions. 
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Optional related activities.--
1. 
5. 
6. 
Make a list of the famous opera stars of past and 
present with a brief statement about each one. 
Bring in an operatic score from the public library 
explain its value to the music lover. 
Attend a performance of opera in Boston. Bring a copy l 
of the program to class and report on the performance. 
' 
Listen to "Vesti la giubba" from Pagliacci as recorded II 
by Caruso and as recorded by Bjoerling and compare the 
two. 
Check the New York Sunday paper for information about 
the New York Civic Center Opera Company. 
Get information about the D'Oyle Carte Opera Company 
of England and report their reputation. 
Follow the development of opera in Italy and compile J'l 
a list of the best Italian operas and their composers. 
8. Do the same for opera in France. 
9. Do the same for opera in Germany. 
10. 
11. 
12. 
Write a paragraph on the reasons why opera is not more 
111 
popular in America. 
Make a listing of the cities of the world that have 
famous opera companies and renowned opera buildings. 
Procure a record catalog and check the complete operas 
that are available on recordings. 
References for the student.--
Darlington, William A, The World of Gilbert and Sulli-
~· New York: Crowell Publishing Company, 1950. 
McSpadden, J. Walker, Operas and Musical Comedies. I 
Binghamton, New York: Thomas Y. Crowell Company, 1946. 
O'Connell, Charles, The Victor Book of the Opera. I 
Camden, New Jersey: R.C.A. Manufacturing Company,l936 
Peltz, Mary E., Behind the Gold Curtain. New York: 
Farrar Strause, 1950. 
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5. 
6. 
-
Spaeth~ Sigmund, The Art of Enjoying Music. 
McGraw-Hill Book Company, 1933. 
Operatic Libretti. 
a. Carmen, Bizet. 
b. Aida~ Verdi. 
c. Faust~ Gounod. 
d. La Boheme, Puccini. 
e. Pagliacci~ Leoncavallo. 
f. The Barber of Seville, Rossini. 
g. Lohengrin, Wagner. 
II 
New York: jl 
h. The Pirates of Penzance~ Gilbert and Sullivan. 
7. W.C.R.B. Program Bulletin. 
8. Record Library. 
Evaluation.-- Directions: Place a circle around the number 
preceding the answer which moat correctly completes the state-
ment. 
1. Opera is best described as -
1. a play with music. 
2. a story in song. 
3. drama entirely sung. 
4. entirely orchestral. 
2. Opera began about the year -
1. 1500. 
2. 1600. 
3. 1750. 
4. 1850. 
3. One of the early writers of opera was -
1. Bach. 
2. Palestrina. 
3. Gluck. 
4. Haydn. 
4. An early reformer of opera was -
5. 
1. Weber. 
2. Beethoven. 
3. Verdi. 
4. Gounod. 
The 
1. 
2. 
3. 
4. 
moat famous Italian composer of operas was -
Rossini. 
Leoncavallo. 
Donizetti. 
Verdi. 
I ~ 
I 
I 
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e. The famous triumphal march is found in -
1. Tannhauser. 
2. Aida. 
3. Faust. 
4. Lohengrin. 
7. The setting for La Boheme is in -
1. Seville. 
2. Egypt. 
3. Vienna. 
4. Paris. 
s. In Carmen's first appearance she sings -
1. The Card Song. 
2. The Habanera. 
3. A waltz. 
4. The Toreador's song. 
9. The Flower Song is the title of an aria in each of two 
operas. They are -
1. La Boheme and .Madame Butterfly. 
2. Lohengrin and Tannhauser. 
3. Mignon and Louise. 
4. Carmen and Faust. 
10. Vesti la giubba is an aria in -
1. Rigoletto. 
2. La Tosca. 
3. The Barber of Seville. 
4. Pagliacci. 
11. Return Vietorious is sung by -
1. Aida. 
2. Amneris. 
3. Rhadames. 
4. Amonaaro • 
12. 0 Lovely Maiden is the title of a duet from -
1. Carmen. 
2. Faust. 
3. La Boheme • 
4. Aida. 
Directions: Use composition paper. To avoid error, copy the 
name of the character on your paper. 
13. through 20. - Identify each character and name the 
opera in which they appear. 
I =i~=~- -=-
' I 
53 
----===~~ 
13. 
14. 
15. 
16. 
Rhadames. 
Siebel. 
Don Jose. 
Rudolph. 
17. 
18. 
19. 
20. 
Amneris. 
Figaro. 
Musetta. 
Mephistopheles. 
Identify the following: (a) Sung by whom? (b) In what Opera? 
21. Farewell oh Earth. 25. 
22. The Jewel Song. 26. 
23. The Toreador's song. 27. 
24. Your Tiny Hand is 28. 
Frozen. 
Name the composers of these operas. 
A Little Voice I Hear. 
Largo al Factotum. 
The Card Song. 
The Calf of Gold. 
29. Faust. 33. Carmen. 
30. La Boheme • 
31. The Barber of 
Seville. 
34. Aida. 
35. Pagliacci. 
II Answer the rest of the questions on composition paper. 
II 
I 
I 
I 37. 
What is meant by the leitmotif or guiding motive in 
Wagner's Operas? 
What is the value of the orchestra in opera? 
38. Vfuat was the original use of the overture? 
39. Choose one opera discussed in class and briefly 
relate the story. 
40. You will hear a part of five operatic selections. 
Name for each one; the opera# the composer 1 the 
title of the selection, and the character who is 
singing. 
II 
I 
I 
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